



luhit0 



^^^'^^^^ ^^^r 3(a7u^U€y a/ma^PM^y, aJ,,^/i/ 




r7^^^ 



A Qm®ms irasiiE 




y^^ — ^ 



ffWMimaws ix^MFiES , 



ilnlAUiJIall. 




Fublishcilhy &i9TirLiij>]m& M- jnMiLMAumE , 2 0,S oho Square, 

iWintifacturf:rs- of'CaMner, Bannonie kSiionre lYnnoToTtes, 
where nn der^ant (usniinifiufcr.^ole orJIire may he seen,. 



rrJ2f 



'*- The IfEi^oR KrrLANATOHY ArrEyixw^ rorriis irojtif mat he ftad. FiJi:' 






4485G4 



PREFACE. 



The Harp being an instrument which, like the Organ and Piano-Forte, 
has the power of combining its sounds at the pleasure of the performer, 
and producing harmony, it has long been regretted, that hitherto no 
work has appeared by which Harp-players might qualify themselves as 
Preludists. 

This has induced the Author to present them with a book designed to 
supply that desideratum, which, as involving a knowledge of the Chords 
and Modulation, may be said to possess a twofold value. 

- Perpetually reminded, by experience, of the diffidence and backwardness 

V of many Amateurs, especially Ladies, to encounter the dryness of the study 

of Harmony, he has been careful to avoid whatever might border on 

pedantry, or any abstruseness or profundity not actually necessary to the 

limited object of the work, and the Preludist's proficiency. 

By a new, clear, and comprehensive system, he has endeavoured to 
combine the advantages of an easy mode of Tuition, and, in case of emer- 
gency, of enabling the Pupil to profit even by self-instruction. 



iv PREFACE. 

Divided into periodical Lessons, and bringing into closer contact 
the minds of Master and Pupil (in the manner of the Author's First 
Six Weeks, which has been so favourably received), this Workj aided, 
too, as it is by its accompanying Appendage, will prove sufficient to 
ensure a sound and certain progress, and to place the Pupil in the shortest 
road to excellence. 

It ought to be noticed, that this Work is intended for Practitioners who 
have made some progress on the Harp. 



The following Corrections may either be made with a pen, or the different passages cut out of this leaf and inserted in their 

respective places. 



10, last line of text, erase the italic Ct after the first capital C 

11, the first staff of musicl Zjf". 
should be as follows :J J^- 



\J 



cz> ^ o" 



-^ ^ e>- 



.^_ 



:£3: 



_t3 ^ £3_ 



-c3 rs— H— e €3 



e^- 



-e^- 



-^ ^ €3- 



22, ninth and tenth staffs of music, erase the words Ex. 11., and make the double bars single, so that the two Examples 
may be performed as Ex. 10. 



— 23, first music staff, seventh bar, omit the D, so that the notes will be 



-^, 



' ^ ~ 



— 23, third music staff, sixth and seventh bars to be corrected thus, 



23, fifth music staff, last bar, add an E, 



-^- 



I^S" 



-^ 



-QJ- 



O 



-^ 











— ^ — 





— 25, third music staff, eighth bar, omit E and insert F, 



:;e^ 



cy 



I I VZZV 

27, first music staff, notes marked with a *, omit B and insert C, — fl ^ ^*-^ - 



C3" 



• — 27, seventh music staff, omit the three B's, and insert three ' 






— 34, eleventh music staff, second bar, omit F, and add E, 



-^ 



^^- 



— 36, seventh music staff, fifl;h bar, erase the natural before the first B. 



— 36, ninth music staff, third bar, omit D, and insert C#, 



t 



-^i^—^—,^ 



I-S-" 



— 36, between eleventh and twelfth staffs of music, after the name of the key, £ Flat, insert the word Major, thus, E Flat Major. 



— 36, twelfth music staff, fourth bar, lower octave note, to be B instead of C, 






— 39, eighth line of text should be printed thus, (^See No. 49 and 50 of the Appendage.^ 
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FIRST LESSON. 

The Master will begin, by explaining to his Pupil the Seven Primitive Intervals, which 
may be said to form the materials of harmony. These intervals consist of the distances 
between any two notes, or sounds, of the Diatonic Scale, (that is, the natural scale of any 
key,) reckoning from the lowest of those sounds ; as in the following Example :— 

The Seven Primitive Intervals. 



Interval of the Interval of the Interval of the 
Second. Third. Fourth. 



Interval of the Interval of the Interval of the Interval of the 
Fifth. ■ Sixth. Seventh. Octave, or Eighth. 



i 



-^ 



m. 



-^- 



-^- 



:s3: 



By this, the Pupil will understand, that the first of these intervals, fonned by C, (the first 
note of the scale,) followed by D, is called the interval of the secotid; that the next 
interval, formed by C, followed by E, is called the interval of the third; that the 
succeeding interval, formed by C, followed by F, is called the interval of the fourth ; and 
so of the remaining primitive intervals. 

To familiarize these intervals to the mind of the Scholar, the Tutor will direct him to 
write them in a separate book, in the same order, and in all the different major keys ; that 



is, from the key with one sharp, (G) 



and from the key with one flat, (F) 




ti &c. &c., to that with seven sharps ; 



z See. &c., to that with seven flats. 



The Master, by comparing No. 1 of the Examplary Appendage to this work, (which 
he should always have at hand,) with what the Pupil has written, will ascertain how far it is 
correct. He will afterwards teach him to invert the seven primitive intervals ; that is to 
say, will show him how to change the position of the reckoning notes ; and to count 
downward from that note, instead of upward, as in the former case. 

Example of Inverted Intervals. 



Interval of the 
Seventh. 



Interval of the 
Sixth. 



Interval of the 
Fifth. 



Interval of the 
Fourth. 



Interval of the 
Third. 



Interval of the 
Second. 




~ C3 



~«3" 



-^- 



I^.. 



"^S~ 



-^>- 



tJ 



B 



2 
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Here it will be obvious that C, D, the interval of the seventh, is the inversion of the 
former C, D, or interval of the second, (see first Example) ; that C, E, the interval of 
the sixth, is the inversion of the former C, E, or interval of the third; that C, F, the 
interval of the fifth, is the inversion of the former C, F, or interval of the fourth ; that 
C, G, the Interval of the fourth, is the inversion of the former C, G, or interval of the 
fifth ; that C, A, the interval of the third, is the inversion of the former C, A, or interval 
of the sixth; and that C, B, the interval of the second, is the inversion of the former 
C, B, or interval of the seventh. The following Example will still more clearly show what 
has been described. 

Example of Intervals, with their -respective Inversions. 

2nd. 3ril. 4th. 5th. 6th. 7th. Sth. 



i 



w 



-^>- 



o 



i 



-^ 



_^3l 



i 



7th. 



Sth. 



5th. 



4th. 



3rd. 



2nd. 



Unison. 



~^1 



"C3~ 



I^I 



~^>~ 



-es- 



;oi 



::c3 



:s_Q_ 



c:> C3 



The Pupil, having written down the inverted intervals, in all the different major keys, 
under the seven original intervals, as above, the Master, after seeing that they are correct, 
by consulting No. 2, in the Examplary Appendage, will put his memory to the test, by 
questioning him respecting the several inversions; that is, by asking him. What is the 
inversion oi a. second? of a third? oi a. fourth? &c. &c. 

It is proper here to observe, that the epithet primitive, applied to the first seven 
intervals, has been employed to distinguish them as the original sounds ; serving to form 
the only proper unions, or harmonic combinations or chords. The intervals above this 
primitive octave are only replicates of the former, and are called the ninth, the tenth, the 
eleventh, &c. &c. &c., as shown by the next Example. 




SECOND LESSON. 

The Pupil having recapitulated the above instructions to his Master, he will apprize him, 
that the seven primitive intervals may be divided into Concords and Discords ; that the 
first of these consist of those intervals which are harmonious and agreeable to the ear, 
and that they may be given without any preparation or resolution — that is, without being 
preceded or followed by other combinations ; while discords, which are unharmonious 
unions, require to be prepared and resolved ; that is, to be preceded and followed by other 
combinations. The intervals which form concords, are the third, the fourth, the fifth, 
the sixth, and the eighth, or octave. 



Example. 



i 



3id. 



4th. 



Sth. 



6th. 



Octave. 



:^i 



-e>- 



_ca 



~o~ 
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The intervals which form discords, are the second and the seventh. 

2nd. 7th. 

Example. 



i 



-^ — 



Here the Master, the more strongly to impress the ear of his Pupil with the beauties 
of concords, and the comparative harshness of discords, will cause him to repeat on the 
harp the following combinations : — 

Goneordt. , . 



I 



e3 



s 



s^ 



^^ 



»±J=F=J^P5=^ 



•-'-»' 



Discords. 



t 



^^^ 



iP=^ 



I 



-^ 



Discords, which are prepared and resolved by Concords. 



g^^ 



£ 



i 



£ 



After this exercise, it will be proper to explain to the Practitioner, that the consonant 
intervals, or concords, may be divided into 'perfect and imperfect. 

The perfect concords are those which are not subject to any change or alteration, 
either in the major or minor mode. For Example : 



Thejlfth 



i 



w 



and the octave 



i 



w 



~g3~ 



The following Example shows, that in both the major and the minor modes these two 
intervals are the same. 

Major Mode. Minor Mode. 



t 



w 



_^_ 



m 



-^- 



~C3> 



The interval of the fourth also, though less perfect than that of i\ie fifth, is the same 
in both the modes, being the inversion of a fifth; and may be Called a temi-perfect concord. 



The imperfect concords are intervals which are subject to changes or mutations in 
the different modes, as. 



The third 



i 



Major Mode. Minor Mode. 



w 



-Mr 



-^' 



t3- 



and the six 



^th ^: 



Major Mode. Minor Mode. 



C3>~ 



-^- 



-^ 



1^- 



i 



The discords, by their very nature, are always imperfect. 

The Master will conclude this second lesson by directing the Pupil to write, from 
memory, the above explanatory Examples of perfect and imperfect concords, and also of 
the discords. 
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THIRD LESSON 



The better to prepare his Pupil for the more intricate particulars to which he is now 
advancing, the Tutor will commence this Lesson, by examining him on the principal points 
which have already engaged his attention. He will then proceed to inform him, that the 
various primitive intervals are necessarily subject to other changes or alterations (both by 
extensions and contractions) in order to furnish the means of modulating from one key to 
another ; without which means, there would only be the power of producing abrupt 
and arbitrary transitions. 

Examples. 



Abrupt Transition. 



A 



^^ 



33: 



§^ \^ 



Abrupt Transition. 

0i 



m 



Modulated Transition. 






I 

Modulated Transition. 






% 



-m 



i 



i 



-^ 



SSL 



-^- 



r "t ^ 



^^# 



-^- 



w=^ 



By the annexed table, it will be perceived, that each of the seven primitive intervals 
takes three different forms. 



The interval of the second. . 



The interval of the third. . 



The interval of the fourth. . 



The interval of the fifth. 



The interval of the sixth. 



The interval of the seventh. 



1st. As a minor second, C and D flat ; being half a tone. 

2d. As a major second, C and D natural; forming a whole tone. 

3d. As an augmented second, C and D % ; constituting a tone and a half. 

1st. As a diminished third, C j} and E b ; being two half tones. 

2d. As a minor third, . . . being one tone and a half. 

3d. As a major third, , . . being two tones. 

1st. As a diminished fourth ; being a tone and two half tones. 

2d. As a regular fourth ; being two tones and a half tone. 

3d. As an augmented fourth ; being three tones. 

1st. As a diminished fifth ; being two tones and two half tones. 

2d. As a regular or perfect fifth ; being three tones and half a tone. 

3d. As an augmented fifth ; being three tones and two halftones. 

1st, As a minor sixth ; being three tones and two half tones. 

2d. As a major sixth ; being four tones and one half tone. 

3d. As an augmented sixth ; being four tones and two half tones. 

1st. As a diminished seventh ; being three tones and three half tones. 

2d. As a minor seventh ; being four tones and two half tones. 

3d. As a major seventh ; being five tones and one half tone. 



Table of varied Intervals, with their Inversions. 



i 



i 



Minor 2nd. 



Major 2iid. Augmented 3nd. 



Major 7th. 



-^- 



"C5" 



Minor 7th. 



Diminished 7th, 



I 



-£5" 



_^_ 



C> 



i 



:c5" 




Diminished 3rd. 



Minor 3rd. 



Major 3rd. 



pe>- 



Augmented 6th. Major 6th. 



-et- 



Minor 0th. 



9&- 



?s- 
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$ 



DimHtitked M. Regular 4th. Augmented 4th. 



3s: 



*^ 



Augmented 5th. Regular 5th. Diminished 5th. 



' jr ..I" .. ii^pi 



I 



iNaUiiitliaJ 5tb. Regular 5th. Augmented 5th. 



■i ;^- 



i 



Augmented 4th. Regular 4th. Diminished 4th. 



;cs: 



122: 



32: 



i:&- 



i 



Minor 6th. 



Major 6th. Augmented 6th. 



-^E 



tr-|^ 



Major 3rd. 



;;o: 




Diminished 7th. 



Minor 7th. 



:fe 



?Q- 



Ausmsnted 2nd. 



Major 2nd. 



1^=^ 



^>- 



:s^^ 



^ 



Minor 3rd. Diminished 3rd. 



i^ 



O" 



Major 7th. 



-^>- 



Minor 2nd. 



o 



It is particularly necessary that the Pupil should commit to paper the above Table, in 
all the dSBferent major keys ; and that the Master should satisfy himself that it accords 
with No. 3 of the Examplary Appendage. 

It is also to be observed, and kept in mind, that regularly, as the intervals are 
diminished between the lower or reckoning note, and the note above it, so in the inversions 
the intervals are augmented between the upper or reckoning note, and the notes below 
it ; that is to say, as in the one order of intervals half a tone is lost, so in the other order 
half a tone is gained. 

No. 2. 
^ Two Half-tones lost. 



Primititb 
Huron Ihtbrtal. 



P 



No. 1. 
Half-tone lost. 



fe= 



Primitive 
Diminished Interval. 



-^ 



te= 



Imtbrtbd 
Majok Intbrval. 



1$ 



Half-tone gained. 



152: 



:fe 



Inverted 
Augmented Interval. 



m 



Two Half-tones gained. 



-fe 



Here it is obvious, that as in No. 1 the note Eis brought half a tone nearer to the C 
by the flat, it is, by consequence, carried half a note further from the C above it. So as in 
No. 2, the note C is brought half a note nearer to the Bjlat, by the sharp, it is of course 
carried half atone further from the E below it. The same rules apply to all the other 
intervals. 



FOURTH LESSON. 

Now that the Scholar' is acquainted with the order and properties of the intervals of the 
scale, and their relations and bearings, the Master will proceed to connect them, and to 
exhibit the various chords they contribute to form. A chord, like the intervals of which 
it consists, is consonant or dissonant; that is to say, if the chord consist of the consonant 
intervals of the third, fifth, and eighth, it is a consonant chord ; and when the intervals 
include the dissonances of the second and the seventh, it is a dissonant chord. 



Consonant Chord. 



Example. 



i 



:&- 



i 



Dissonant Chord. 



-fc^- 






1 



c 
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There is only one species of consonant chords, which is called the common or 
perfect chord ; it is originally founded on a key note, and will be major or minor, 
according to the mode. When the mode is major, it is composed of a major third and 



regular fifth 



^i 



C Major. 






when minor, it consists of a minor 
third and regular fifth. 



J Minor. 

5lh. 



Key Note- 



J Minor 3rd C~> %% 

17) H — H" 

^ ^ Key Note — D— 



The chords, like the intervals of which they consist, may be inverted ; and the Pupil 
will be apprized that the common, or perfect major chord, may assume three different 
forms or positions, thus : — 



\st Form, or Position. 



2nd Form, or Position. 



Srd Form, or Position. 



i 



:s3: 



W 



~o~ 






-o- 



The second form or position is composed of a minor third and minor sixth ; and the 
third form or position, of a regular fourth and major sixth. The names generally given 
to these different positions are — for the first, that of common chord; for its second position 
(or first inversion), that oi the chord of the third and sixth ; and for the third position 
(or second inversion), that of the chord of the fourth and sixth : always observing the 
rule of reckoning from the lowest note — all good harmony being derived fi-om the bass. 

The Master will here direct his Pupil to write down the common major chord on the 
key note, with its different positions, in every major key, with duplicates of which, in the 
Examplary Appendage, No. 4, he will compare them ; and afterwards, he will inform 
the Pupil, that, besides the key-note, there are other notes in a major scale, upon which, 
without changing the key — that is to say, without introducing any accidental sharp or flat 
— the common major chord may be constructed. 



Example 



• i 



w 



Major 
Common Chord. 



Major 
Common Chord. 



Major 
Common Chord. 



-<^- 



-O- 



:e3i 



-fc3- 



-fci- 



"C5" 



By this Example the Pupil will perceive, that major common chords may be also 
constructed upon the fourth and the fifth note of the diatonic scale, because they both 
contain the interval of a major third ; whereas, were the chord taken on the note D or E, 
or A or B, the third would be minor, and, consequently, not form a major common chord. 



i 



Minor 3rd. 



Minor 3rd. 



Minor 3rd. 



Minor 3rd. 



331 



-^- 



-^y- 



W^=^ 



-&- 



-^>- 



The attentive Pupil is now acquainted with three major common chords in one key, 
which, together with their three respective positions (be it understood, that the common 
chords on the fourth and the fifth notes have also their three inversions), make nine 
different combinations. These will enable him to make his first essays in Preluding ; 
further instructions in which will be given in the next Lesson. 
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Example of the Three Common Major Chords formed in a Major Diatonic 

Scale, with their different Inversions. 



key 



nthe —B- 



Major Common Chord. 
_1 ? I. 



Major Common Chord. 

3 

1 



Major Common Chord. 
3 



32: 



^m=^ 



-^- 



-^1^ 



S^B: 



'O 



_C2_ 



jS- 



-<3- 



-^>- 



Key Note. 



4th Note 
of the Key. 



5th Note 
of the Key. 



This last Example the Pupil will copy in every major key ; which, when done, the 
Master, of course, will compare with No. 5, in the Appendage. 



FIFTH LESSON. 

This Lesson, one of the most important in the work, will begin by the Master apprizing 
the Pupil, that, to prevent the ambiguity and confusion that might arise from employing 
the letters C, D, E, F, or any other of the scale of C, in speaking of intervals or chords, 
when, in future, the subject concerns the generality of keys, and not any one in particular, 
he must call the seven notes of a scale, whatever the key may be, by the following 
appellations : — 

Tonic — the key-note, or first note of a scale. 

Super- Tonic — second note of a scale. 

Mediant — third note of a scale. 

Sub-Dominant — fourth note of a scale. 

Dominant — fifth note of a scale. 

Super-Dominant — sixth note of a scale. 

Leading or sensible Note — seventh note of a scale — (so called, because it leads to, and 
makes the ear sensible of, the key, as will hereafter be seen). 

The Tutor will now explain what is called the Fundamental Bass, or Generating 
Sound of a Chord. It is the notes upon which the three common chords which are to 
be found in a scale are constructed, namely, the tonic, the sub-dominant, the dominant ; 
and it remains the isame, whatever may be the chord's position. That importance is given 
to those three bass notes, as these are really the root of all harmony. 



Examples. 



S 
I 



1st Position. 2ni3. 



3rd. 



1st. 



i 



w 



-&- 



-^ 



^>- 



^- 



i 



E 



w=^ 



2nd. 
^ 



o~ 



«z> 



*J 



3rd. 
— ^- 



1st. 



2nd. 



3rd, 



o~ 



Bf-^- 



^- 



^- 



-^>- 



-^ 



-O™ 



-^>- 



--CS 



^r^ 



^- 



3E 



^51 



Fundamental Bass, or Generating Sound. Fundamental BasH, or Generating Sound. Fundamental Bass, or Generating Sound. 

It is to be remarked, that though these chords are in themselves fundamentals, yet, 
as relating to the scale of C, the chord of F is called " the chord of the sub-dominant,'* 
and the chord of G, " the chord of the dominant." 

It is of consequence that the Pupil should pay attention to this, since, without the 
thorough understanding of the Fundamental Bass, he will not easily find his way among 
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the intricacies of the various inversions of chords, to which, in the course of this work, 
he will have to attend. 

The Pupil, having sufficiently studied these particulars, his Instructor will proceed to 
prepare him for practically employing the chords which have been already explained ; 
and thus to qualify him to enter upon some short diatonic Preludes. 

He will first direct him to construct and write harmonies, or upper parts, upon the 
following fundamental bass notes, viz., a Tonic, a Sub-dominant, a Tonic and Domi- 
nant, finishing with a Tonic. 



Fundamental 

Bas8 N0TK8. 



P 



Sub-Dominant. 



Dominant. 



-^- 



~CJ 



Tonic. 



Tonic. 



Tonic. 



The Pupil will perceive that these fundamental bass notes are the generating sounds of 
the major common chords, to be found in the diatonic scale of C, and which have been 
lately explained. 

Probably the Pupil, in his endeavour to supply the harmonies of these fundamentals, 
might think it right to fill them up in the following manner : — 



P 



s 



ID" 



E 



~Oi~ 



-^- 



~o~ 



But this would be wrong, for the following very important reasons : — First, because the 
situations of the upper parts, which ought to have melody and connexion, should follow 
each other as evenly, closely, and smoothly to the ear as possible ; retaining in each 
harmony such note or notes of the former chord as constitute any part of it, and the 
upper note of the first chord should be the key-note. Secondly, because it involves 
the gross error of a continuity of perfect or regular fifths, between the bass notes and 
the upper note of each chord : as between C and G in the first bar ; F and C in the second 
bar ; C and G in the third bar ; G and D in the fourth bar ; and C and G in the fifth 
bar; which succession of fifths is absolutely forbidden, as also a continuity of fifths 
between any two parts in harmony ; because, in almost all cases, they are inadmissibly 
offensive to the ear, presenting to it unconnected combinations. 



Bad. 



[ 



— -q;-— 



-^- 



■^3^- 



Z^ZI^Z^ 



— ^' 



r£? rr--^- 



Thirdly, because continuities of eighths, or octaves, are also out of rule, as being only 
duplicates of each other ; while, in compositions of two, three, or four parts, each part 
should be a distinct, or what musicians call a real part. But if any one of them is an 
octave, or the mere doubling of some other parts, it, as it were, makes one part of two ; 
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and the number of parts may thus be said to be reduced. Therefore the Pupil will 
perceive, that the foregoing Example is wrong, as containing continuities of octaves 
between the baiss notes and the lowest notes of the upper parts : as between C and C, in 
the first bar ; F and F, in the second bar ; C and C in the third bar ; G and G, in the 
fourth bar ; and C and C in the fifth bar : on account of which, though the Example is 
apparently in four parts, it is really only in three. However, notwithstanding this, to 
produce certain effects, continuity of octaves are not unfrequently employed and allowed. 
These are cases which will be hereafter explained. 

Fourthly, because, when the sensible, or leading, note is followed by the chord of 
the tonic, it should invariably pass to the tonic ; whereas, in the fourth bar of the 
Example, the B, that is, the leading note, falls to the G. 

Leading 
Note. Tonic. 



P 



-^>T- 



The four above reasons are to be considered by the Pupil as fixed and invariable rules 
in the formation of harmony. The following Example, as a correction of the above, will 
show how its faults may be avoided. 



i 



3^1 



:^ 



W 



£3" 









^- 



.<:>_ 



at: 



~o~ 



-^- 



o 



:i3_ 



The Tutor will now direct the Pupil to try this series of chords on his harp ; and if, 
in playing them, he adds to the single bass notes their full and sonorous octaves below, 
he will obtain a superior eflfect. 



Right Hand. I 
Lbpt Hand. I 



w 



i 



^v 



-t3- 



-C5I 

:£3_ 



~o 






-e>- 



-^- 



-^- 



-^- 



-^- 



_^. 



~^~ 



This succession of octaves does not violate any rule of harmony ; the notes, thus 
added to the simple bass, being considered only as the corroboration of the harmony, 
in the same manner as the double bass, in an orchestra, strengthens the part of the violon- 
cello, and improves the general eflfect, without having any particular share as a constituent 
portion of the harmony. On the same principle of giving additional force to any parti- 
cular part, the upper notes of the melody may be doubled, without infringing the laws 
of harmony. 



Allowed. 



m 



-?^ 



I^SI 



-^- 



-^>- 



-^ 



3l 



l^sl 



-^>- 



— O- 



-^ 



il 



Allowable 
Fifths. 



\ 



o 



Eg 



^SI 



~^> 



-^>- 



:e= 



-^- 



=s= 



^X5- 






~g" 



i 



D 
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But the pupil is to be cautioned against attempting to double the notes of the melody 
in any of the following exercises. It is better that he should wait till his taste has been 
tolerably formed by the knowledge he is proceeding to acquire ; especially as, in completing 
a chord, four parts, inclusive of the bass, supply the most perfect harmony. 

The Tutor will here place on the Pupil's desk the following bass subject, which he 
will consider as the ground-work of an exercise ; and which he may also regard as one of 
the first steps towards extemporary Preluding : — 



-^ 



"C3" 



:x5: 



-^- 



_£3: 



-^>- 



-gS" 



This consists of a tonic, a sub-dominant, two successive dominants, and a final tonic. 

The Master will require him to perform spontaneously, with the right hand, three 
distinct or real parts, while the left hand strikes the above ground-work, or bass. 

It is now time to give the upper parts, which are constructed upon the^ bass, and 
form the super-incumbent harmony, their appropriate and distinguishing names. The 
highest of these is called Melody ; the second, the upper intermediate part; the third, the 
under intermediate part ; and if there be a fourth, it is the lowest intermediate part. 

The Pupil, in this new and arduous stage of his progress, will, for the two first bars, 
be guided by the late examples, they being similar, and, consequently, calculated to 
facilitate his eflfbrts. In the third bar (G) he will play the chord of \he fourth and sixth. 



or third position of the common chord of C ; 




which will better connect the 



^ 



sub-dominant F with this G, than if he passed abruptly from the chord of F to the chord 
of G, which would be the consequence of giving that last chord to the first G ; and by 
tliis, the advantage will be acquired of retaining one of the notes of the former chord (C), 
and thereby smoothing the way to the chord of the dominant, and abiding by a rule 
ah-eady laid down, (see page 8.) This must be well imprinted on the Pupil's mind. 

It wiU not fail to be useful to the Pupil, if the Master questions him upon the nature 
and properties of every chord as he strikes it. By referring to No. 6 of the Appendage, 
the latter will readily ascertain how far the Scholar has succeeded in his task ; and will 
conclude this Lesson, by requiring him to be prepared to repeat in the next his little 
Prelude, in all the diiferent major keys. 



SIXTH LESSON. 

Hearing his Pupil play his Prelude, in all the diiferent major keys, the Master, having at 
the same time No. 7 of the Appendage before him, will instantly perceive whether he is 
correct. After this, he will proceed to instruct him how to throw more variety into his 
Preluding performances, by the aid of new combinations, derived from the chords he 
already knows. He will explain to hiin, that every note of a chord may be used as the 
bass of that chord, Avhatever may be its position or inversion: as E or G may be the 
bass of the chord of C a ; or C the bass of the chord of F ; B and D as the bass of the 
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chord of G ; of course the fundamental bass still remains in principle. (See the last 
Lesson, page 7.) 




33: 



X5: 



:^ 



-^>- 



lat Position. 2nd. 



33: 



jssr. 



3rd. 
32= 



::ssi 



o_ 



SE 



-e^- 






Ist. 



2nd. 



3rd. 



1st. 

:oi 



2nd. 
.C2_ 



3rd. 



Fundamental Bass. 

In employing these inverted basses, care must be taken not to double them in the 
upper parts ; such doubling being allowed only when the bass is fundamental. (See the 
above Example.) 

Before giving the Pupil new basses to harmonize, in which both inverted and 
fundamental basses are introduced, the Tutor will earnestly recommend him to refer to 
and further consider the whole of what has been said in the Fifth Lesson and in this ; 
as it requires the full possession of the rules there given, to qualify him for clearly 
comprehending and executing the approaching Exercises. The following table, con- 
sisting of what is good and what is to be avoided, will, if properly studied, render the 
Practitioner still better acquainted with those rules : — 



S 



Bad. 



Good. 



Bad. 



Good. 



I 



w 






-l^J-^ 



-^- 



7^3: 



-€>- 



:g: 



IQI 



:§= 



:g= 



:e= 



-^- 



"^>i 



-^- 



-^ — - 



-^ 



-g_U ^ , ^ 



at 



iS3Z 



^3 



-"^r 



~o> 



"^ 



s 
I 



Bad. 




Good. 



Bad. 



Good. or 



Bad. 



:e= 



s 



:-^- 



-^- 



:oi 



:§: 



:qi 



o 



^--g 






IS" 



-^>- 



'^- 



-OI 



_C5_ 



=g: 



-^- 



-^ 



-e^- 



"T3~ 



^^^1 



CJ- 



li^L. 



IQI 



_^i_ 



"£5r 



-^-r- 



Good. 



i 



5arf. 



:o: 



■^- 



i^: 



Good. 



Bad. 



Good. 



IQI 



;^ 



-Cil 



-^- 






c> 



331 



SEH 



w 



:e= 



:e^ 



— ^- 



=e= 



:g= 



-^>- 



-^- 



-^- 



"C5" 



rcsT 



S 



^ 



~^>~ 



-^- 



-^ 



i^ 



:oi: 



:ssi 



331 



-^ 



•T3- 



( 



Bad. 




Good. 



Bad. 



TO- 



^ 



32: 



-^- 






:g 



-^ 



Oi 



i^: 



lO: 



Good. 



Good. 



^s:r4_i: 



g=n=:^=^po:^ 



-t^ 



T5: 



Barf. 



:::^: 



-fc3 



lO 



^ — e3 



Good. 



:era' 



35_ 






• -fe3- 



:gt 



aF^ 



.^^ 



s 



1^: 



-^ 



s^i:^: 



i^ 



-fc^- 



^ 



-^>- 



35: 



35: 



:^ 



-^- 



T- 



-^ 



^ 



:& 



"T 



:a 



-T^ 



-^ 



xy 



-c5^-■ 



-o- 



-c^ 
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Bad. 



Good. 





^ — ^ 



Bad. 



Good. 






-^n- 



^ ^ ^ f< ^ — ^ ^ ^.\ 



-t^ 



-^ 



-^ 



:e= 



-Q^ o^ ^^ 



s 



-o|- 



re)l- 



"C3 



-^— 



Oi 



;g 



-^ 



_^>c 



-^ 



-^y- 



^ 



-^^ 



Xi^ 



^" 



'C5» 



# 



-^>^ 



'cy 



^="=3 



or 



f 



i 



-^ 



T<y 



Z^tl 



^-^ 



-^ 



:St 



:o~ 



:e= 



:e= 



:g= 



=o: 



-^- 



Bad. 



Good. 



■^ 



~C5| 



S: 



Bofi. 



Good. 



C3 



O 



Two fifths are 

allowable when the 

parts move con- 

- trariwise, as thus, 



~g5~ 



?I=€^ 






^^5" 



ai 



The following Exercises are basses upon which the Pupil will construct the proper 
chords, in three parts ; that is to say, a Melody with two intermediate parts. 

(The Master will find these Exercises harmonized, in Nos. 8, 9, 10, 11, and 12, of 
the Appendage.') 



No. 1. 


















No. 2. 






















'^' 










^-^ 


o 






'^' 


y—^ 




M O 







r^ t3 






1 


• J. f» 










^— ^ 








tJ. c* 


t_> 




1 




^~^~ 


t3 








r 


!.> cJ> 




o 












t> 


l^ CJ» 




c:> 














^>- 


















L^J 















' 1 











L 



No. 3. 



No. 4, 



at 



lOl 



-^- 



^; 



-^- 



lem^ 



-Or 



:p-^ 



-^>- 



-^- 



eE 



No. 5. 



m 



^ 



o 



I^ 



~o 



::^: 



-^- 



<;>. 



~QI 



No. 6. 



er: 



-£5" 



-^ 



Ht2 



-a?T 



-^ 



as 



c^ 



=R 



"^ 



-^^ 



--•-8 



-ti- 



-QZx. 



-^►^^ 



^S)h^ 



-e^h 



.t 






-*-^ 






"^y 



The Master having corrected the above Lessons, will perhaps think it necessary to 
furnish the Scholar with others of the same description ; but in writing them, will be 
careful to confine them to the three common chords, and not to introduce any new princi- 
ples or difficulties. 



SEVENTH LESSON. 

The Practitioner has now passed through all that can be done with common or perfect 
major chords and their inversions ; but the harmonies he has produced, although pleasing 
to the ear, being composed of consonant intervals, want that light and shade which can 
only be obtained by the relieving intermixture of discords — without which, even the 
beauty of the best-arranged concords would be faint and deficient. 

The first and principal discord is the chord of the dominont seventh ; so called, 
because it is constructed upon the dominant or fifth note of the key. Its formation is 
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deduced from the common chord of the dominant ; for the two first intervals from which 
it is partly constructed are found in the combination of that concord. 

Chard of the Dominant, Chord of the Dominant Seventh. 






t 



9 



_C5 



i 



3? 



i 



u 



-W 



E 



_^- 



The chord of the dominant seventh comprises a major third, a perfect or regular fifth, 
and a minor seventh ; and the generator, or fundamental sound, is the lowest of the notes 
of which it is composed. This generator, in the diatonic scale of C, is consequently G, 



I 



i 



y=iF 



at 



a? 



This chord, being a pure discord, cannot satisfy the ear alone ; but must be followed 
by some complete and evident harmony, such as will terminate the feeling of incomplete- 
ness by which it is attended. By the effect of this chord, the true musical sense is put 
into suspension ; and the consonance or common chord, heard after it, forms what is 
called a perfect cadence or close, on account of its harmonic repose. 

The chord of the dominant seventh is then resolved into the common chord, and its 
first position passes in the following manner :— 






or 



:§-■ 



-^>- 



7^- 



r^- 



-es- 



E 



i 



~c>~ 



Fundamental Note. 



The F which forms the discord, that is, the seventh, descends a semitone, and resolves 
into E, the D also descends into C, and the B leads to the tonic C. In the second 
Example, the G is continued, and becomes the dominant, in the resolved chord, which 
would otherwise be lost as in Example First. 

The first inversion of the chord of the dominant seventh, comprises a minor third, a 
diminished fifth, and a minor sixth. 



i 



w 



-^1 



8= 



aE 



-^- 



m: 



Vil 



Fundamental Note. 



E 
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It is resolved in the following manner : — 



i^o:: 



o. 



at 



-^»- 



^3 



The second inversion comprises a minor third, a fourth, and a major sixth. 



< 



-^- 



ei: 



-e>- 



at: 



Fundamental Note. 



Its resolutions are these 



P 



or 



-^ 



Q- 



-^^>- 



-^ 



-^- 



-o^i 



iizs: 



-e^- 



-.■Q- 



at 



-^- 



~ey 



-e?- 



[In the second of these resolutions, in which the bass proceeds from the super-tonic to the sub-mediant, it is allowed 
to double the bass.] 

The third inversion is formed of a major second, an augmented fourth, and a major 
sixth : — 



f^^ 



^i Q - 



m: 



Fundamental Note. 



And it is thus resolved : — 



I 



igti: 



-€3- 



-^- 



B^ ^ 



~o 
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Examples of the various manners of employing the Chord of the Dominant Seventh. 



\ 



fe 



^B^^^H 



i*-^ 



-^ 



~cz> 






M 



"C3 



"^>t 



-G/i 



:s3 



-€3lr5 - 



-^ 



t3t 



gtEgE 



:gt 






-€3- 



e^oF 



a: 



"C5 



'€3- 



<=»! ^1^ 



S 



-Ot 



_C3^_C3^ 



-&■ - — -&- 



-o 



-eA- 



1 



-^ 



-^ 



isai: 



■ca-T; 



-en — ^- 



Q 



^^ 



xy 



"cr 



"Or 



-^- 



The Pupil will do well by writing down the above Examples in all the major keys, 
and playing them afterwards on the Harp. 

It will have been observed, that the chord of dominant seventh seems to have been 
originally introduced into the system of harmony, to. enforce the effect of the common 
chord, by the variety it furnishes ; and this, too, will appear the more probable, if it be 
considered how similar that chord is to the dominant common chord, and with what facility 
it is thrown into any harmonic combination, originally designed to consist of concords 
only. This will be produced, by taking one of the basses of the past Lessons. 

Bass No. 1, harmonized with the dominant seventh. (Taken from the fifth Lesson. 
See page 7). 



I 



i 



w 



-^- 



-t3- 



-t3i 



t> 



or 



o ~ 



:§: 



-€3- 



"C3- 



-^ 



-^- 



-t3- 



=g 



"C3 



^>I 



-€3- 



-fe3- 



~C3~ 



-^>- 



~g5~ 



-^- 



"C3" 



-^- 



"C5" 



:o: 



-^ 



:o: 



I 



Two principal rules to be observed, in employing the chord of the dominant seventli, 
are, first, that of always making the seventh fall on the note next beneath it ; 



i 



-^- 



"Q~ 



w 



and secondly, that of raising the leading or sensible note, as usual, to the tonic. 



i 



The annexed Table illustrates what has been said. 



Bad. 



Good. 



Bad. 



Good. 



Bad. 



i 



lE^ 



^3? 



-©- 



-^^c 



'^y- 



~p 






:e= 



-^ 



-C5 



-^>- 



-o- 



e; 



:oi 



o 



-^- 



^ 



"o»I 



-^- 



-^ 



-€3- 



:oz 



-^- 



~ o 



-^- 
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Good. 



Bad. 



Good. 



Bad. 



$ 



Mt 



:e: 



Good. 

—et— 



:^EI 



€3; 



o: 



IS3_ 



:g: 



-e3- 



-^- 



-i^- 



-es- 



_£3_ 



-^5- 



-fe3- 



.C2_ 



-^- 



:e: 



-^- 






jO- 



I£3I 



"O: 



:c2_ 



~C3~ 






~c~> 



C^ 



-^ 



-^ 



_^_ 



5arf. 



Good, 




"C5 



"O' 



:§: 



C5 



-^ 



^€*- 






-^ 



:& 



©I- 



^F^gy 



i^ 



-fe3'~Qf 



:e: 



"C5" 



O C3 



s 



I 



Barf. 



Good. 



aii 



:^: 



^ 



-^ 



-^ 



-^ 



IQ 



d — •- 



•^ 5" 



-^ 



"cy 



Barf. 



Good, 



■^- 



Barf. 



^^^ 



-ca 



"cs: 



r-of- 



Good. 



t 



"cS" 



-^- 



~o 



-^- 



^^ 



-^ 



lo: 



^ 



^ 



O — t^i 



-^ 



^^y 



-^- 



— fci— 



:^Q 



O^"^" 



€3 — ^ ^ 



€3'" C5 



'^ — I — ^- 



:^ 



_D 



o 



^ 



-or 



"o 



-^ 



_E2_ 



-^ 



-<^ 



-^- 



-^- 



~^>~ 



-^ 



:^ 



-^ 



-^ 



n 



"T 



"C5- 



-^ 



The Master will now direct his Pupil to play the next prelude : — 



Right hand I g^g 



Left hand 







-g^^cz: 



.^— 



1— Mii 



^~rc 



t 



-^-r 



"-i^r:- 






-^^ 



w^ 



^ 



"cy 



-^ 



J:^ 



-X3 



After which he will diversify it, by introducing different kinds of Arpeggios. But since, if 
unassisted, he would want the means of giving free* play to his imagination, he is here 
supplied with the commencement of varied matter, which he will carry on and finish. 

The Master will be careful that, in these extemporary performances, no strange or 
extraneous notes, no successive fifths or octaves, nor doublings of the Bass (excepting the 
tonic suhdominant or dominant, and also the mediant, when it forms the resolution of the 
supertonic, carrying with it the chord of the seventh), in what he performs, in both modes, 
have place. 



S 



p 



-.Mi±d-- 



To be finished by 
the Pupil. 



SE^ 



^c. ^c. 



<^c. <^c. 



<^c. ^c. 



^^^ 



-^ 



3 ^ 



i 



3333: 



atzjiiHzi: 



-m-m 



-m-±-^m- 



• ^—^d - 



^ 



5 



-*^^ 



^c. ^c. 



^c. ^c. 



4-c. 4-c. 



m 



m 



m 



-e^ 



^ft 
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lt-'^——m- 



I 



^^^ 



\^»+^ ~Pf~^ 



^ 



-0 •- 



m^- m zT Ww^ ^^^^^ ^ W^^ 



^C. ^G. 



g 



a? 



1^ 



-gs 



-^ 



? 



XT 



The following are intended as hints of the different manners in which the last bar of 
the prelude may be varied. 



W 



i 



^^ 







ffi; 



I 



~C3 ;~ 



"0>~ 



-^- 



-&- 



i 



^ES 



$1 



11 



i5^^=iS^ 



iW-^^^ 



S 



# 



Pff*^ 



><>*: 



^: 



-•-!—•- 



,_1 — 0- 



Zi^—^ 



#-=!-'• i - I- I — • — H»- 



ai 



III I 



n 






i 



-• — X- 






%J 






^^» 



3? 







■t— •- 



^ 






Basses to be harmonized by the Pupil ; in which the consonant chords and that of the 
dominant seventh will be intermixed. 

(The Master will see Nos. 14, 15, 16, 17, 18, of the Appendage.^ 



No. 1. 



iiO^ 



No. 2. 



No. 3. 



m 



=;^ =R= 



-Gh 



^ 



=R= 



-^- 



ia_ 



^ 



.Q|_ 



-^3i- 



-Ql" 



No. 4. 



p: 



-^- 



-o^- 



-©(- 



iri; 



3 



-e^ g^- 



-^ 



:^: 



~or~ 



-^ 



-^ 



-^- 



E^ 



-^ ©!- 



:s^ ta_ 






-c^- 



^: 



:i=^ 



-Qi- 



S 



-e»- 



-^- 



Z^tl 



-G^- 



-Or- 



:^ 



"^" 



-^- 



g 



-^- 



-^- 



~o~ 



No. 5. 



fe 



IQt 



-^h- 

^ 



-e^*- 






l ^^i 



r^ 



jOlI 



--g- 



F 
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When the Scholar has superadded, to these bass notes, their proper harmony, he will 
proceed to exercise his fancy upon them, in the same manner as he has done in the pre- 
ceding page. 



EIGHTH LESSON. 

Having given full explanation of the major common chords, and the dominant seventh, 
with their inversions, and instructed the Pupil how to employ them, it is now time to 
proceed to change the Mode, by introducing the Minor Common Chords, which will further 
variegate and enrich the harmony. For this purpose, the Master will select the key of 
A, as the relative minor at C ; and apprise his pupil, that the minor common chord, like 
the major, is founded on the tonic ; and has the same number of inversions, or positions. 



1st Position. 



Example. 

Ind Position, or 
1st Inversion. 



3rd Position, or 
2nd Inversion. 



W 



W 



-^- 



Minor Common Chord. 



Its fundamental is of course the tonic of the minor key A. Its first position is 
formed of a minor third, and a perfect or regular fifth ; its second, of a major third and 
major sixth ; and its third, of a regular fourth and minor sixth. 

The Master will next demonstrate upon what notes besides the tonic, in the minor 
scale, the common minor chords may be constructed. 



Minor Scale 



»/-p 



s 



o 



_C3_ 



i 



;e3- 



'g5~ 



It will be seen that it is only on the fourth note of the scale. For though the note 
B has its minor third in the note D, F would not be its perfect or regular fifth ; and 
though E would have its minor third in G natural, that note cannot be so employed, 
because it would exclude G sharp, the proper seventh or leading and sensible note of 
the key. 

The minor key, like the major, has its dominant consonant chord ; but it is remark- 
able that it has a major third, and is consequently a major chord 



# 



1 



iQ- 



because, the third of the dominant constitutes the proper seventh of the key, which is 



W 



I&- 



Hence, in a minor diatonic key, the Pupil mil, as in the major, have to employ three 
minor consonant chords and their inversions. 

Example of the Three Common Chords belonging to a Minor Diatonic Scale, with 

their different inversions. 



Common Minor Chord. 



Fundamentai 



t 



w 



-cy- 



zssz 



-^ 



Sub-dominant Chord. 



-et- 



~cy 



-Q- 



C5 



-fc^- 



S 



Dominant Chord. 



i2_ 



ag- 



■ii:^' 



^>- 



i 



ill: 



-^- 
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The Scholar having transposed the above chords and inversions into all the different 
minor keys, the Master, by comparing them with No. 19 in the Appendage, will deter- 
mine how far they are accurate ; after which, he will direct that the following bass subject 
be harmonized on the harp. (See No. 20 in the Appendage.') 



~CJ~ 



-^ 



_q; 



~^y 



~QI 



The practitioner will perceive, that these bass notes are arranged in the manner of 
those that have already been given him in the major key, and must be similarly treated ; 
but, on being further advanced, he will immediately throw the chord of the dominant 
seventh of the minor key into the fourth bar, which chord has the same properties, and 
will be resolved in the same manner, as the corresponding chord in the major chord of the 
dominant seventh in the minor mode. 



Example : 



Fundamental 
Notes. 



91 



1st Position. 



2nd Position. 



i^ 



_^_ 



zrsz 



~c*~ 



-^- 



-^ 



c:> 



3rd Position 



IE3; 



^^ 



_Ci_ 



<lth Position 

ie5 — 



eg: 



,63- 



CD 



-^- 



IF# 



-^- 



<r> 



■O 



It is recommended to the Pupil to play what he has now been harmonizing in all the 
different minor keys ; and, at the same time, to add any Httle arpeggios, or diversities, 
that his imagination may suggest; carefully observing all the rules which have been 
explained in the 5th, 6th, and 7th Lessons. 

Since the minor mode would be very restricted without the relief of the major, it is 
necessary to blend the two ; which union may be considered as the first step to modula- 
tion, in effecting this junction. The introduction of two common chords, one major and 
the other minor, in direct succession, must be avoided, on account of the consecutive fifths 
they would occasion. 



Example 




Bad. 



^^^^R^^© 



-^- 



_t2_ 



-^- 



IQZ 



-O - ■-- 



1st 



Examples of Harmonized Mixtures of the Two Modes. 

2nd 3rd 



i 



i 




33: 



-^_ 



C3 



-cs- 



.^- 



=^ 



_S.i. 






-^ 



:8: 



-fcd- 



-^- 



W 



-^- 



•,;i^- 



-8- 



;^ 



-^ 



-Gt- 



i3iz5: 



-^- 



-e- 



-^ 



o©-.-^ 



-^ 



-QL 



"cy 



-^ 



1^5 



_Q_ 



-^ 



:oi 



i^ 



.ti. 



loi 



.^ 



-^ 



'C5~ 



-or 
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I 



w 



~^>r 



-SC 



^ 



lOI 



_t3- 



o" 



gtc 



-^- 



-o- 



-63- 



O 



-^- 






o 









g 



:©f 



O" 



-€3' 



'^ 






-^- 



^jf-e- 



~^s. 



-^ ^ 



"^~ 



_^_ 



-^- 



^ ^ «nr 



if 



-a? 



-e> 



-^- 



o 



""^> 



<::>" 



'C5- 



Basses blending the two modes, to be harmonized. (See Appendage, Nos. 21, 22, 23, 
and 24.) 



1st 



i 



2nd 



i 



o 



3t 



-^- 



-er 



3lz3: 



-^- 



_:Q!- 



I^il 



IO_ 



Wi 



-^ 



-Ql 



-c^— e^ 



Q)— R^ 




Guide 



■m ■ • • 



~m — ■" 



»=::~»i 



\ 



E 



^13 



-^ 



-^- 



i^i 



~o ~ 



-^- 



i^zo: 



I 



C3 



~<o~ 



" Ql 



:^ 



:^ 



/^ 


r\ 


3rd 






























1 


£k 






























1 


>'^fT» O 






























1 


in^ m 






























1 


V f \- S 
































r 


1 


^.-r 








O 




^^^^ 


r^ ^-> ^ 










f 


♦ /•#■ 


» 






f~^ 




—iQ_ 












- - ; r 


1 


*. 


r^ 


■ 




^^-^ 








<-^ 








~^>~ r 


1 






















^^„^ 




■ r 


V 
























-' Oi "' 


''--* 









4th 




1 



^ 



IQI 



-^- 



IQI 



_QI 



iio; 



_S3- 



cy 



^y 



~o 



NINTH LESSON. 



The few chords which now remain to be explained to the Pupil, in order to his being 
enabled to enter upon a more finished style of preluding, are discords founded on the 
harmonies already known, and which form the only Fundamentals of Harmonic Combina- 
tions. The common chords and the chord of dominant seventh being those out of which 
all the more refined harmonies arise, the knowledge of them has necessarily preceded that 
of the refinements by the aid of which combined sounds cease to be monotonous, and are 
rendered more rich and striking in their eifect. 
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The first of these chords is the sensible seventh ; so called, because it is constructed in 
the major scale, on the sensible or leading note. 



:§: 



-^- 



C5 



Z^>1 



l^il 



-^>- 



This chord being resolved in the tonic, as is the dominant seventh, of which it may 
be said to be a refinement, its fundamental note is the dominant. 



m 



dOi 



Fundamental Notes. 



Here the D, instead of descending into the tonic, rises to the E, for the purpose of 
preventing the two consecutive fifths that would otherwise occur in the melody and 
second intermediate part. 



Bad. 



m 



-fe3- 



w 



at 



The forbidden fifths may also be avoided in this manner : — 



i 






:g: 



-^>t- 



-^- 



— ea- 



or 



W 



-^- 



i 



-^- 



-^- 



^ 



-^- 



The three inversions of the chord of the sensible seventh are these 



1st Inversion. Id Inversion. 3d Inversion. 



-Q«3 



-^>- 



-e>- 



-€3^- 



-e3- 



%J 



-^- 



-^- 



The first comprises a minor third, a perfect or regular fifth, and a major sixth. The 
second, a major third, an augmented fourth, and a major sixth. The last a major 
second, a regular fourth, and a minor sixth. 

The use of these inversions in the major mode requires particular caution, on account 



of the major second being peculiarly harsh. 




^o— 



and of the difficulty of harmo- 



niously resolving the fifth, or its inversion the fourth ; and the truth is, that these three 
inversions, and even the first position, belong more properly to the minor mode than to 
the major, as will presently appear. 

G 
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Examples of the manner of employing the Chord of the Sensible Seventh and its 

Inversions in the Major Mode, 

No. 1. No. 2. No. 3. No. 4. 



I 



I 



:^ 



m 



~g5~ 



€? — li — ^- 



CJ" 



-t3- 



--g- 



:^: 






-esfey-— S 



-^>- 



33; 



or- 



:g- -Q- 



~o 



o 



— e3- 



.^_ 



"^ -§ 



-^- 



-^- 



o~ 



-^>- 



:q=ii=q: 



_^- 



~o 



i 



5 



-^- 



-^- 



^ 



-^_ 



-^- 



Bwf. 



5arf. 



i 



f 



i^o: 



-£21 



~o 



-^- 



-€^c 



o 



-^ — 



Bad. 



-fe3- 



-fc3- 



s 



St 



-^- 



-^~ 



-^- 



-^ 



"^>- 



EXAMPLES OF THE MANNER OF EMPLOYING THE ThIRD OF THE SENSIBLE SEVENTH AND ITS 

Inversions in the Minor Mode. 

^No. 1. No. 2. No. 3. 



i 



E 



T 



W 



"B 



=^=l 



z^s:. 



BE 



B: 



"C?" 



-^o- 



o 






^ ^— '^g^^--^ 



^eE^ 



=^- 



-^_ 



-^ 



-^ 



No. 4. 



No. 5. 



^^o=g=i 



No. 6. 



No. 7. 



:g: 



-^- 



=i 



I 



"Q" 



e>- 



-^- 



er^g^ 



-^ — " — ^ 



-Q 



-^- 



-^- 



1> ^ 



■C3' 



C5^ 
-C3 



-^— I — ©I 



-^ — ri — ^- 



i 



* 



-^ 



^ F=^- 



o 



i 



-^- 



l^Z 



ffR- 



i 



i 



No. 8. 



No. 9. 



No. 10. 
— ^ 



No. 11. 



-^>- 



-&3 



w- 



-e>- 



El 



-^Su 



-^s: 



33_ 



iq; 



m- 



^^- 



s 



atE 



-^- 



-^>- 



ss: 



-^- 



^ 



-^- 



351 



'C>~ 



IIjIZZCl 



Sometimes, in the second position or first inversion, the fifth is omitted in the inter- 
mediate parts, as in the following Examples : — 



i 



#ss 



-^- 



-^- 



-Q- 



-^- 



m, 



_S3_ 



_^- 



-^ 



K> 



.C2. 



et! 



-^- 



ini 



_£2_ 



"Q" 



It has been said, in the beginning of this lesson', that the chord of the sensible seventh 
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is introduced for the purpose of varying and enriching the fundamental harmonies. This 
is demonstrated in the following diagram, which the Pupil will copy in all the various 
keys : — 



Fundamental 
Harmonies. 




I 






m 



-C3;- 



"cy 



^sz 



-^>- 



-^- 



&~ 



-^>- 



:§: 



-^i 



^^ 






-€3- 



-^- 



'C3r 



:^2_ 



-e^- 



_^_ 



o 



-^- 



IDI 



o 



Same Harmonies, 
with the introduc- 
tion of the Chord 
of Sensible Seventh. 



i 



-^- 



C7 



-e^- 



-^ 



T^-e^ 






-Gi- 



-Gh- 



■^^ 



c^- 



-ev 



^ 



-^- 



_C2_ 



-^ 



'C5- 



'C5" 



_S2 



_ 



O 



-e3- 



^ 



i 



W- 



w 



lOI 



"C>~ 



=Si 



m: 



r±-S- 



3^ 






_C2_ 



-^- 



-^- 



-t3- 



<r:> 



-^- 



fcy 



-^- 



^L-Rfc=,^-«— ^ 



-^ 



-Ci- 



-^- 



ai 



o 



-^ 



-^>- 



-^>- 



* 



-^- 



-^>- 



o n CD 



-^ 



^ 



"q: 



=1 



;€^- 



-^- -^- 



P 






:a 



rf=^o: 






1^3- 



:£3_ 



_£2_ 









g[= 



-^- 



C3 



-^^--e:^^?:^ 



-&—^- 



^L^c3e» 



e-- 



-^- 



^^— ' — ©. — " — 



Wi 



o 



o- -€^- 



-^ 



-^- 



-^ 



-^- 



o 



~o 



-^_U_^_^ 



^: 



^— M- 



-^- -^- 



i 



€3- 



-O- 



Basses to be Harmonized. (See Nos. 25, 26, and 27, in Appendage.) 



No. 1. 



olcn 



_C3i- 



^> 



:# 



£31 



-^- 



-^- 



'^Sr 



-^- 



I^Z 



etES^i333 



-^- 



€3 oiq^^ 



-gji- 



-e>- 



:^s_ 



No. 2. 



ffi^ 



3^ 



:;^: 



-^ 



"Q 



3=5 



* 



-^- 



-^- 



g? 



v=^ 



^ 



:^: 



-^- 



-C3- 



:^ 



©t- 



-^ 



^ 



No. 3. 



S^^ 



-^— ^= 



iri: 



S 



-^- 



:^: 



3ilS2 



-^^- 



^- 



-rt-pi- 



=^=^: 



-er-c- 



:£3i 
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TENTH LESSON. 



The chord of the diminished seventh, like that of the sensible seventh, is used in both the 
modes ; but, on account of its plaintive cast, more generally in the minor, which latter 
employment of it will be next considered. 

The Master will explain to the Pupil, that the chord of the diminished seventh, in 
the minor mode, is constructed on the leading or sensible note of the key. 






-e5-H.e> 



sitzzzo: 



C5^ 



And that, being resolved on the tonic, it has for its fundamental note the dominant of 
the key, E : — 



< 



Fundamental Bass 



:oi 



C5 • 
C5. 



-T^- 



_£2I 



BE 



Its first inversion comprises a minor third, a diminished fifth, and a major sixth : — 

i 



11=$^^: 






Its second inversion contains a minor third, an augmented fourth, and a major 
sixth : — 



i 






I 



:^- 



:©f 



-^- 



And its last inversion is formed of an augmented second, an augmented fourth, and 
a major sixth : — 



-^- 



|§=: 



m 



-^- 



The different preparations and resolutions of this chord may be made thus : — 
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I 



E^S 



-^- 



-^- 



:^^^ 



-^- 



=8: 



:e= 



o 



331 



^^_ 



la: 



-£5" 



_^e: 



_s:3_ 



_£2_ 



*^- 



;;^- 



S 



32: 



lO: 



..^_ 



:e= 



1S_J_ 



i 



- O n 



331 



--¥ 



-^ 



ZS31 



-^ 



_^il 



l^i 



:o=Pz 



fei 



^^ 



i§= 



le: 



s 



_£3I 



--e-- 






•-^- 



^ 



"C5- 



^^ 



-^>- 



-s:^ 



-^- 



:£5i 



_£2: 



33: 



It will be remarked in No. 7, that two successive fifths are admissible, when one is 
perfect, and the other diminished ; and also in Nos. 5 and 6, that the chord of the 
diminished seventh, in the resolution of its third or last inversion, instead of immediately 
leading to the chord of the tonic, first falls to the dominant, by way of preparing the ear 
for the tonic, which afterwards naturally follows. 



Bass to be harmonized. (See j^ppendage Nos. 28, 29.^ 



ai: 



_^ 



f 



;o^ 



"^ 



-^- 



S 



-^- 



:^: 



-S|. 



IS" 



i^ 



-^ 



:^: 



JJ_£2_ 



Qi ^ 



te 



~^~ 



-Qi- 



:^ 



1' 



i^: 



-rt-Q^ 



e»-ta^ 



Q- 



Prelude to be varied extemporarily by the Pupil. (See Appendage, Nos. 30, 31.) 



S^S 



^3 



I^ 



^n; 



W' 



gF=g 



S=^ 



-QL 



ig; 



~C3 



OS 



s 



i^ 



:dl 



^ 



-^ 



The Master will now proceed to demonstrate how the Chord of the diminished seventh 
is treated in the major mode. And as C is the key, in which the past Examples in that 
mode have been given, that key will be resumed, and the Example beneath shows upon 
what note of that Scale that chord is constructed. 



P 



"C5" 



-^ 



33: 



-^- 



is: 



=g= 



'-^sr_ 



H 
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Its resolution is thus 



/• 



W 



K. 



I 



• •<-> 



S 



-£2_ 



^ 



Fundamental Note. 



Its different inversions are, of course, the same as in the minor mode, save the change 
of keys ; and, by way of exercise, the Pupil is left to write them in their regular order. 
The Master, by turning his eye to No. 32 of the Appendage, will be assisted in examining 
them. " 

The following are given as Examples of the manner in which the chord of the dimi- 
nished seventh, in the major mode, may be employed. But some care is necessary, in 
order to its judicious use ; and to avoid that abrupt effect, which is sometimes repugnant 
to the character of the Melody. 



:§: 



r^ 



13E!B 



:c5i 



-e3- 



-€)- 



VS3^ 



a<^ 



-S2- 



-mr- 



-la 



^^ 



z^n 



-63- 



:ra: 



:^b. 



^3tz 



5^ 



331 



_<:x: 



Sii: 



f^' r * 



>©i 



S^ 



ito: 



- e^—&- 



x±: 



-&- 



:^5i 



:S3: 



W 



t 



Lento con espress. 
.S3Z 



S^ 



-^ 



^ 



12S3: 



.S3_ 



-^- 



C5^- 



-Gy. 



■S31 



X^ 



^ 



fizzB: 



-^- 






_Q»_ 



-£3- 



:B: 



-^- 



Basses to be harmonized by the Pupil, in which the diminished Seventh is to be used. 

( See Appendage, Nos. 33, 34.) 



m 



=a — eU 



-Or 



_^- 



:^: 



:£^: 



-^ap 



"O: 



^^ 



-^- 



-cai- 



-Qr 



-^- 



:^i 



-^ 



.CJ_ 



-^[: 



-^- 
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ELEVENTH LESSON. 

The chord of the Augmented Sixth (the last chord of which it will be necessary to treat), 
by its affinity with the third inversion of the chord of the Sensible Seventh, in the minor 
mode, would have been explained in the ninth Lesson, but that it might have perplexed 
the Pupil, his mind being then otherwise engaged. It appertains to that mode, and is 
constructed upon the sixth note of the scale; and is formed of a major third, a perfect or 
regular fifth, and an augmented sixth. 



Example. 



P 



*c5^-»; 



-C3" 



-^»- 



;:;e>- 



Its resolution being on the dominant, the fundamental note is the Tonic. 

is 



Fundamental Notes. 






_£3^ 



i^ 



s 



at 



33| C>\- 



When the resolution is on the chord of the dominant, instead of the chord of the 
fourth and sixth, or third position of the common chord, it is to be effected as follows, to 
avoid having the two consecutive fifths. • 

^ Good, 

i 



\ 



Bad. 



-R9 



;^- 



^_ 



lo: 



1^ 



fess: 



zss 



;^>- 






m: 



-^ 



-^ 



This chord cannot be inverted with a good effect, on account of the augmented second 
which would consequently occur : — 



m 



i=gi: 



5 si: 



Examples of the manner in which the Chord of the Augmented Sixth is to be used. 



i 



m 



:^Q. 



■i — &i 



lot 



icsl^r 



1^3" 



fj ^~l4-- s 



31 



:e— tt^-^r^^-^S^-er-^ 



| 



:cfc=|§ 



iq: 



C2I 



:© 



-G^ 



"8 — a'^- 



~C^' 



«z>~ 



-^- 



" CS| e5|- 



-^- 



-^- 



:£± 



C3 



-^- 



t 



1 



^e^s 



i^: 



-^- 



;^- 



f 



-^v- 



»§- 



-# 



■iitet- 



~C5~ 



fc>- 



■,;;^- 



^ 



-^ 



-^ 



-^- 



-^>- 



_£2_ 



:q: 
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When the augmented sixth is prepared by the dominant chord, it is employed thus 



i 



i^o: 



■# 



E 



;^ 



-^- 



Bass to be harmonized, in which the Chord of the Augmented Sixth is to be used. 

(See Appendage, No. 35.) 



^ 



i 



S^l 



;o^ 



^ 



-^ 



3 



x^ 



331 



-^- 



"C5~ 



_^ 



33l 



-^ 



^; 



xs 



"CS" 



iio: 



Arrived at tjiis stage of his progress, and preparatory, to entering upon modulation 
(that life and spirit of music), the following Diagram is given, to place before the Preludist, 
in one view, all the different chords that may be constructed upon each note of a diatonic 
scale, in flat major and minor modes ; that having, in a single assemblage, all this acquired 
knowledge, he may turn to it at pleasure, and find the ready means of variegating, en- 
riching, and animating his prelusive efforts. 

Major Mode. 



P 



On the Tonic. 



On the Second. 



Third. 



Fourth. 



\&- 



-^- 



^ 



-^ 



-^ 



=e: 



:<j. 



S: 



- br-jQ- 



ZSSl 



-^- 



^ 



3gsg 



-fc3- 



\ 

\ 



-^- 



-^- 



:q: 



i 



-^- 



On the Fifth. 



:s^ 



:g: 



:g= 



Sixth. 
— ^ — 



-^- 



_CJ_ 



Seventh. 



-^ 



-O- 



-^>- 



:g: 






-^- 



_C2- 



1 



_C3- 



MiNOR Mode. 



^1 On the Tonic. i| On the Second. \ Third. \ \ Fourth. j 



E 



j^i^a^a^n 



IZ2L 



i: 



:S3= 



-^ — H — e^ 



-^- 



-et 



I 



i 
I 



i 



Ore <Ae fV/<A. 



On the Sixth. 



1^1 



S^enth. 



s 



B--"-" 



-e^- 



IDI 



-^- 



~&c 



m- 



m 



igssrtlJR 



€3q- 



-^- 



:g 



o: 



*>/ 



S 



"g3~ 



-^ 



i^i 



*: 




The Pupil will copy this Diagram, placing under each chord its proper denomination. 
The Master will then direct him to write a Prelude; furnishing for himself the bass as well 
as the upper parts, and including all the harmonics at present known to him. 
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TWELFTH LESSON. 



Modulation is the art of passing from one mode or key to another, by means of 
connected harmonies. This very interesting province of music (so indispensable to the 
Preludist) not only opens a field for, but will require the exercise of the pupil's imagina- 
tion, and his strict attention to all the past and following rules, without an intimate 
knowledge of which he would find it impossible to modulate. No modulation can be per- 
fectly agreeable, unless some note of the chord about to be relinquished is retained in the 
chord it is intended to adopt. This note, by forming a part of both harmonies, will 
promote their junction, and bind them more firmly together. 

The Scholar is not now wholly unacquainted with modulation, since, in his exercises, 
he has repeatedly passed fi-om the major mode to the minor, and from the minor to the 
major, which are the simplest of all the modulations. 

The next easiest and most obvious modulations are from a maior key to its ffth major, 
and from a major key to its fourth major. The first of these is effected by sharpening the 
fourth of the original key, which fourth, when sharpened, becomes the proper seventh 
of the new key. 



Example. 



, InC. , 



InQ. 



"C3" 



ai=dizfe 



:«=o: 



:o! 



-:--ff 



;q- 



Fourth 
sharpened. 



The second modulation is performed by flattening the seventh of the original key, 
which seventh, when flattened, will become the proper fourth of the new key. 



Example. 



i 



Seventh 
flattened. 



w 



9&- 



i 



InC. 



In F. 



:M=| 



-©(■ 



^- 



-t3- 



<=»- 



;£5: 



fcdi- 



-O;^ 



i; 



at 



-^- 



It is to be carefully observed, that in both cases, the modulation is carried on 
by the introduction of the chord of the dominant seventh of the key into which the 
harmony is passing: this is a general anp absolute rule, always to be attended 
TO IN Modulation. 

Of course, the Pupil will comprehend that the Jirst way of proceeding is to be pre- 
served in passing through the sharp major keys ; and the second, on going through the 
flat major keys; as shown in the next Examples, 
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Modulations through the Major Sharp Keys. 

From C to G, D, A, E. 



1^ 



^^i^ 



:S 



I: 



^> 



-^- 



-^»- 



"cr 



9=8 



-^ 



-€31- 



ifF=g= 



* 



^^ ^ 



S 



-^- 



tiii 



-^- 



fes 



-^ 



s 



&Ai 



3^ 



PE 



_!Q_ 



-^- 



^ o . 



^:^ 



I 



"^ar 



-^ "-^ 






^=B^^ 



* 



-^ 



rt 



-^ — 1-^ 



f 



-£3 ^ 



jq- , I, ^ 



ff 



<^c. 



The Pupil will himself carry on this process to seven sharps, which the Master will 
find in No. 3 of the Appendage. 



Modulations through the Major Flat Keys. 



From C to 



f: 



Bb, 



Eb, 



Ab. 









=^ 



^ 



~cy 



S 



-^ 



_^ 



o 



-ft "Ol- 



± Q- 



<^c. 



■^- 



-^ 



-ei- 



W 



-^- 



& 
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The Pupil will carry on this process to seven flats. (See the Appendage, No. 37.) 
These modulations may also be effected by the different inversions of the dominant 
sevenths ; to render himself familiar with which, the Pupil will, on the Harp, harmonize 
the underwritten basses, corresponding with the Appendage, No. 38, 

It is here important to remark, that if, in the sharp keys, the Pupil chooses to 

-, the fifth 



modulate by the first position of the dominant seventh Q-^gj — &^^ I 



CD I 



of that dominant seventh chord must be omitted, to avoid the two fifths 



Example. 



Good. Bad. 

.Y S ft^=b= g— I— e^§i=b 



=e: 



C5" 



et 



=£* 



-ei- 
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-^ 



-oi- 



-^ 



"Q 



Hlzss: 



S3 



is: "c^ 



-^- 



Modulated Basses to be harmonized. (See No. 38 of the Appendage^ 



e? 



3^ — c^ 



ln^~i— Q!_lg 



M 



-^ 



-^- 



^Ei± 



33- 



H ©!- 



-^ 



^ 



xs: 



■^>- 






jwJ^^y 



JQ.. . O !- 



.O- 






StLti 



-^3- 



e-c3 



"Q- 



~C>-' 



?©- 



^^>— 1 — ^ 



i 



Si 



5?^ 



i 



r 



te 



as 



lir 



-^ 



20: 



SI 



-^ 



Sdz 



E|ip 



'o 



The modulations having been conducted to the seven sharpened keys, and the seven 
flattened keys, the Practitioner will retrace his steps, modulating contrariwise ; that is. 
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by successively dropping the sharps and flats, till he has returned to the key he first 
quitted, always employing the chord of the dominant seventh of the key into which the 
harmony is passing. 



I 



From C # to P » to B 



&c. &c. &c. 



-s- 



' C3 



To be carried on by 
the Pupil. 



gji ^s^^ip 



-^- 



C3 



-©I- 



-Gi- 



rt 



_Ci_ 



H 



-^ 



From Cb 



to 



Gb 



to 



Db 



&c. &c. &c. 




:o 



M 



^^ 



-T:3r 



^- 



SOL 



JQ> 



W 



m 



-^- 



-^ 



ZOL. 



I^ite 



:ij=J g[^B| 



i^SI 



-^- 



:M: 



3©r 



To be carried on by 
the Pupil. 



"^ 



-^- 



If*: 



B$ 



-^- 



MODULATIONS, WITH THE DIFFERENT INVERSIONS OF THE DOMINANT SEVENTH. 

(To be harmonized by the Scholar.) 



^^Ef^gatt ^ fetf ^]P# g=^=i 



^ 



i: 



S3: 



-^- 



gj^^B^a^-^i^ai a^B ^ 



\r 



^ 



-^- 



-^- 



v&< 



l^zzt 



In the minor keys the same course is to be taken, with the exception, that the chord 
of the diminished seventh may be used instead of the dominant seventh, as more forcibly 
announcing the approaching minor key. 



From A Minor to E Minor. 



P 



El 



o 



-^ 



4 



S3 



:^= 






--^- 



-^ 



-t3- 



EXAMPLES. 



s 



i^cwi A Minor to 



u Minor. 



^*V-nj — l«a - 



-p: 



-^)r- 



S=3: 



-^ 



:8 



i 



-^ 



-«^ 



Modulations through the Minor Sharp Keys. 






A Minor. 



teS-^ 



^- 



-Q)- 






E Minor 



B ^ Minor. 



-^3)- 



§=ifi 



^^ 



^z 



^^E^^ 



j^i 



-e>- 



-©!- 



:£± 



:fe=^3 



c^- 



sea- 



-c^- 



s 



- — ^- 



To be continued by the Pupil 
to the key of C # Minor. 
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C # Minor. 



Returning by a similar process : 

Fjlf Minor. B^ Minor. 'E Minor. 



ipi 



lo: 



ii^iEiB^Hi 



I: 



Pe 



'C>r 



10^3- 



^a 



!*= 



-Oi- 



-^ W 

" O! ' 



n. 



-eif ^^ 



B- 



o^ 



O- 



aill: 



-^ -esi- 



pB^ 



^^ 



&c., &c. 



* 



«: 



-c^ 



3i: 



-^ ^- 



MODULATIONS THROUGH THE MiNOB FlAT KeYS. 



A Minor. 



D Minor. 



G Minor. 



C Minor. 



F Minor. 



W 



f^i 



^^y=^ 



-^- 



ta 



:e=|: 



^- 



aEg=^=a 



Oi 



O 



i7 



-^ 



QI33: 



-^3H 



-^ 



Oi- 



-O" 



-^- 



-^ -Gh 



"O 



— o 



<f-c. 



i:^: 



^= 



-^ 



^- 



fe^° 



g^i 



-^- 



-^ 



-^- -^ 






Returning by a similar process : 

E b Minor. B b Minor. F Minor. 



I'^te gEj i^l^S^E^^g 



gi |E 



1- 



E^ 



:M= 



-e>- 



-e>- 



.f-c. 



^ -oi- -&h 



THIRTEENTH LESSON. 

Although it may be said, that the modulation is completed as soon as the new sharp 
or flat is introduced, yet the new key is not settled in the ear, till the harmony is brought 
to a close in that key ; as the next Prelude will serve to demonstrate. 

Major Mode. 



From C to 



Perfect close. 



~e»r 



-etr 



Arrr^^-A 



From C to F. 



Perfect close. 



-QT 



-ea- 



ea^o^-'-ci 



:^ 



^ 



"o^ 



<r> 



-€a- 



Z^ 



Wiot 



IH 



-M- 



■ oi ' Q _ ± 



I ' o 



-Git 



S 



€31- 



Sub, dom. doin. 



-^ 



1 



K^ 



Qi- 



-ea- 



"32^. 



o 



1^ 



.^^T 



=S^ 



pq; 



Q3IES 



-^ — n- 



at 



g^: 



:^ 






-^ 



9^- 



~C3 






-^ 



:^ 



:^= 



-^- 
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Minor Mode. 



A Minor. 






Perfect close. 



Perfect close. 



'- -Of- -ol- -^ 






E Minor. 



m 






-^ 



~o~ 



i 



f 



lE^zi^: 






"C3 



B 



«:fS 



-©? 



ei 



-© 



E 



sa_^ 



-©I 



^— Q- 



-^- 



-Gi — eih 



-^- 






C3 

D Minor, 



-TtI — ol- 



-^- 



^^ 



-^ 



These kind of perfect closes, are, in general, used at the end of a Prelude, and the Pupil 
will do right, by carrying these modulations, .with their perfect closes, through the different 
keys, both major and minor. 

Modulation is sometimes abrupt and unexpected, and when judiciously employed, is 
powerfully effective. Of this species of modulation there are two kinds ; the Jlrst consisting 
of two or more successive common chords passing through various but connected keys, and 
delaying the dominant seventh till the last modulation, when there is a final close ; — 



i 



w^ 



at 



I* 



a 



-ta- 



-^- 



B: 



#s 



Final close. 



S-^ 



Q 



€3- 



-fe^ 



-^>r- 



:or 



- C5 Q 



-^ 



o- 



a 



w- 



-^- 



-e^- 



IftF 



m 



-^- 



_^5I 



-^ 



-^- 



-^- 



1 



i 



s 



351 



ef 






tf 



PE 



-ei- 



-^_ 



-fei- 



:tf 



^c. 



P^^ 



I 



-e>- 



i-fc 



S 



-^- 






^c. 



k=X5^ 



i 



p^ 



at 



M 



^ 



tf 



T 



o 



_£2_ 



-^ 



^•C. 



f^ 




-e?- 



ft 



rii 



P 



_£3_ 



The second avoiding the perfect close, by means of a false, or interrupted close : that is 
to say, after taking the dominant seventh of the new key it resolves itself on the common 
chord of the sixth, instead of that of the tonic. 



Example. 



i 



^^y 



f— 



-e^ 



-^y- 



:g 



-^ 



-^ 



"73 



Hic^ 



K5 'C3~ 



at 



s 



-^ 



"cy 



C3 



-o^ 



This interrupted close, by reserving the tonic chord till the final close, gives it more 
strength and novelty. 



i 



BE 



~^y- 



:b; 



t7 

3f 



-e>- 



:© 



-^ 



o 



IC3 



s 



_^: 



-^ 



-^ 



"cy 



.c^ 



lO 



^^ — &i 



* 
— ^ 



"or 






-^ 



-^ 



-C5 



'<5 ~ 






-^ 



"C5 



-^ 



K 
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A similar effect is produced by a series of sevenths ; that is, of sevenths successively 
resolved into sevenths till they reach a final close. 



W 



i 



Sev*; 



Sev'? Sev? 



-e^- 



-^- 



'o 



e^- 



~h 



Sev*? 



^5~ 
C5~ 



a 



§i 



q: 



$ 



1^- 
^^- 



5§= 



1^ 



Final close. 



gE 



-^ 



33:zl 



o 



-^ 



o 



-^3^ - 7\F^ -§- 



"«3' 



^E^^5^ 



^ 



-^- 



-^- 



CJ 



2C3_ 



-^ 



^: 



tl^ 



-^:- 



IS 



-^ 



"cy 



There are some modulations too distant, fanciful, and unconnected, to be brought under 
any known rule, although they are always terminated by means of a dominant seventh. 
The following sketches (the absent parts of which are to be supplied by the Pupil) will 
illustrate whatever has been said in this Lesson, 

2. 



^- 



k 



k 



-^ 



m 



■m — « 



-e>- 






;Dn 



o 



-^- 



m: 



-boi- 



r=5=i=? 



-^ 



=8= 



ib— ^ ^ 



~^~ 



-• — o- 



-e?- 



i 



■^: 



m 



B 



e 



Ig C5^- 



at 



^a=#. 



-e> e^- 



-oi- 



tzi- 



ffi 



-e^- 



^^fi 



6. 






=^ 



:e: 



g^f=F=|g 



t 



-^ 



P=^^ 



=t^5E 



~o" 



^ 



I 



a 



:fa 



*= 



It^S 



:^: 



^ 



gg^S^^g 



-^ 



E 



i^ 



5^- 



:^- 



4M: 



-^^ 



:o: 



-^- 



-^ 



P 



:c5i 



ri^cy 






^ 



g: 



-t3- 



.C51 



C5 



EE 



* 



-^ 



i 



o 



3€3^ 



1^=^ 



I^SI 



"iS~ 



10 




Mi 



11. 



12. 



_<z> 






=^- 



■;:i€3c 



^#1 



Q 



flQ 



-^ 
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€^-l- 



O 



-G3I- 



<^r 



-M- -o- 



3 



1^=^ 



la: 



I 



-^ 



;f.c2. 



-^*- 



^-^— TT 



-^ 
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Thk last kind of modulation which the Preludist will have to become acquainted with, is 
that of the Enharmonic. The enharmonic modulations (which, when discriminately 
employed, prove highly effective) are produced by a close similarity to the ear, as two 
sounds, diiferently expressed on paper, and leading to unexpected combinations. 



For example ; if the chord of the diminished seventh be taken 
pected that it will be resolved thus : — ±T^ 







- it is ex- 



Q^tZ 



-^>- 



^ne^ 



or 



^. 



©- 



^3- 



but if, while the A\> 



is still sounding, the Preludist determines to change it to G^ (the enharmonic of A\>) the 

Hence it will be obvious, that the 



resolution will be thus : — 




"^IsglE 



Q 



g3 



^- 



enharmonic system arises originally from the imperfection of the diatonic scale, by which 
its intervals are carried out of their natural pitch, and produce differences of sound scarcely 
sensible ; and where, but for that imperfection, there would not be any difference, such as 
the interval which exists between F^ and Gk C| and Dh, G| and A\>, -Djj; and JSb, &c., 
and it is these which form the enharmonic intervals. 

It is to be remarked, that the enharmonic modulations may proceed from common chord 
to common chord, from dominant seventh to dominant seventh ; but that is the most 
natural, when employed on diminished sevenths, as that chord may be represented in four 



distinct ways. 



> #=i ^c 



!> 






and be made to conduct to a great variety 



"iO 



of keys. The best keys for their use are those with many sharps and flats : as proceeding 
with enharmonics, in the natural key of C major ; or of G major with one sharp, D major 
with two ; as F major with one flat, or B major with two flats, would carry the Preludist 
into unknown regions or scales, and lead to difficulty and confusion. 



InC 



Examples. 



t 



-^^::.& 



--^^pm 



_C3j 



-^-: 



->^G)- 



• X^ 



:XC^ 



-^ 



=* 



-ozi^g 



iG3- 



^c. Sfc. S^c. 



In enharmonic modulations, the perfect close is effected by the same means as in other 
modulations. 

From A b Minor, <o E Ij Major. 



P 



l?:^: 



SEE 



-m 



-9 



~o 



SN© 



M 



Perfect Close. 



n 



Enh. 



% 



^~ ~o 



C5 



^^ 



-^tr 



^ 



13 

iP 



tf 



-^- 



m 



-C2o 



<r> 



-CJ«_ 



:e= 



^3 



The Pupil will keep in mind, that enharmonic modulations are not to be too frequently 
used ; and that, in carrying on the process of enharmonizing, the position of the parts 
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must remain unchanged, in order to render it more smooth, and the modulation must be 
felt only by the resolution which determines the key. 



Lento 



Example. 

I J I I 4—1 



^B^^s^a s^a g 




^ 



D Minor. 






as 



^ 



u_^ — I — f f. 



t 



IB. 



»^EtS 



itEIEEia 



:t^tEE:s£ 



r=:==s: 



P^E^^E^fBEl^EHS^I 



:r 



C Minor. 



at?i 



=^.-J= 



w 



J.=i=-« 



A Minor. 



v.m — •h-fi* — •r 



i 



r^-=^=^ 



^E^g^ 



3EEJE3 



■» — •' 



1:^1 z^ 



^ 



^- 



4 V- 



t^^^E^^ ^^E^i 



:i2«»=g*^E=f 



w^^^^^-^- 



W^- 



F Minor. 



f . f f 



Ifi^ 



^^ 



-^-^—i>^ 



^-^_^g;-g^ 



^^ 



■^- 



1^ 



Ij 



P 



^sS 



^f^-^-i>^- 



-5*^— g^- 



i ^-^ ^ ^^ 



jE^gsEsia; 



-j^:: 



jt% 



^•- -•t 



(? Minor. 



It l^ii- -*- 



^^ 



rt; 



-I — ^ 



^ 




■^ * V -V 



pSa^ 



( 



:te 



1 



aSife 



J J J J ^ ^^ = 



^ 



^' 



i^ZIZ^ZZ^ 



:^=z^=z^i 



^^ 



i4 b Major. 



G Minor. 



'ntvrni 



m 



~^' ^ • 



-^ ^ ^ 



-j^'-i^—^ 



i 



:b=r 



^ 



^ 



:2±=zz^==2f: 



fe J :^ -f -^ 



12^1^?^ 



! 



^^ — ?^ ;?^ 



£ Fto. 



-Q- 



'sSi 



SrE=«t^ 






-^ — i^ 



i 



^ — ^ — ^ 



i^ 



-§= 



Bass to be harmonized, in which are introduced Enharmonic Modulations. 






-^ 



:l^il 



-^- 



-^ 



-^- 



-::^3- 



-^-p^- 



Si 



-^~ 



:^ 



1^=^^: 



^=S^^ 



=±:±d±l2==d: 



-^- 



-e*- 



I 
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FIFTEENTH LESSON. 

Harmony, as it has been described, abounds in rich and ample resources, supplied by 
itself; and presents a grand and imposing aspect. Elegance and animation, the first 
attributes of music, especially in preludes, are, however, wanting. Mere combinations of 
sound, scientifically variegated, are but imperfectly calculated to sweep along with that 
ease and freedom, from which effects of a prompt and sprightly nature can alone result. 
To promote these advantages, various ornamental notes have been granted to harmony, 
which are entirely unattached to the chords, over which they glide without bearing to 
them the remotest afl&nity. Such are called transient, or passing notes, and they may be 
employed with equal propriety, either in the melody, or in the bass, or other parts ; 
whatever note they follow, they occupy the interval between that and the note which 
succeeds it. They are common to every species of time, or emphasis, and should proceed, 
when strictly available, in conjunct degrees, whether rising or falhng ; but many of these 
niceties will be better left to the judgment of the Preludist. It is only when occurring in 
the bass that they are restrained by, and made conformable to, the serious and weighty 
character of which they partake. The bass is the great pillar of our harmonies, and the 
Preludist will necessarily be checked by the attention it demands, should his fancy be too 
excursive. 

To make more clear to the Pupil what has here been said, he is presented with an 
example of a quick passage, accompanied with the harmonization of every note, as usual. 



AlE 




It will be obvious what confusion, and how bad an effect, would arise from giving chords 
to all the notes of this passage. 

To prevent so great an impropriety, the passage should be arranged thus : 



P 



AlP. 



iiSTf f=& =^ 




i== 



E 



g 



The notes having crosses over them are the passing, or transient notes j which form no 
part of the chord ; that is, the common chord of C, the harmonic notes of which are 
C, E, G. 

In using transient notes, the passage, speaking generally, should neither commence 
nor finish with a transient note ; but with notes constituting a part of the harmony. 
Sometimes, however, the license is allowed of letting the first note be a passing note, 
provided the second be an harmonic note, as in Example 2. 
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'^ Sign for the passing notes. 



I 



-?-V-z-f'--^^0 K — — ,,^^ — #i_p_fi^k^ X ^ — ^ — il l ] : - 

No. 1. X 2. 



m 



-G>- 



r 



.53 



;e3: 



:M: 



. £21 



.1 







i^E^ 



5aA 



^-» 



C5, 
C5, 



S 



o 



.ti 



3. Good. 







Good. 



Good. 






.g^pzfgi»z^^zp>zf!=i:^:P?^pzit|«=^ 



-X — •- 



-I P-#-^ ! h- 



P=i 



:M: 



I 







dz ^ — at_ — :1 _ 1.1^ q 



:^: 



-=f 



-^3h X 



^m 

•-•-# ^'-W- 



^- 



-^ 






-^- 



:^: 



ics 



-€5, 



:r3 



i 



I^Z^l 



-;=:^ 



3s 



^'x -m- 



q: 



-^- 



-en o' 









aE 



Ei 
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Tlve rule by which consecutive fifths and octaves are forbidden, extends to transient 
note passages, just as if the transient notes formed a part of the harmony. 
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To make himself certain that his Pupil clearly comprehends these rules, the Master will 
direct him to refer to, and explain to him, in any music-book, examples of transient notes ; 
after which, the Preludist will fill up, with passing notes, the interval between the treble 
notes, or melody, forming the next Prelude. 
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Basses to be Harmonized with Passing, or Transient Notes. 
jsfo^ 1^ (See No. 39 of the Appendage.^ 
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It is further to be observed of passing notes, that they are not used in rapid passages 
only, but are also introduced in slow ones, or melodies, in order to throw a certain degree 
of grace and smoothness over the melody, by filling up and softening the intervals. 
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Examples. 
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SIXTEENTH LESSON. 

This last lesson, prepared by the ground- work to which the Pupil has been conducted, 
will form a tout ensemble, which, by carrying him into the arcana of artificial harmony, 
will furnish him with all the science requisite to his being a good Preludist, and enable 
him to crown his labours. 

By artificial harmony, or discords, is meant, new combinations created from, and mingled 
with, natural harmony (that is to say, all the chords already known to the practitioner). 
These artificial discords are produced by protracting one or more notes of a previous natural 
or simple harmony, which protracted note, or notes, retards the harmonical note ; that is, a 
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note forming a part of the chord. (Every note intended to be protracted, must be heard 
at least as long before as during its protraction.) 



Natural Harmony. 
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Protracted Note. 
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The protracted C forms an artificial discord, and retards the B, which is the harmonical 
note. 

Natural Harmony. Artificial Harmony. 
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The C of the bass, by being protracted, forms the artificial discord, and retards the B, 
which is the harmonical note. 
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The C protracted in the melody, retards the B, and forms an artificial chord that is oi 
excellent effect in a final close. 

The retarded note must never be anticipated, or heard, in any other part of the harmony 
before the protracted note is resolved ; (such resolution, of course, always takes place on 
the note of the next degree beneath.) 
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This last rule applies also to arpeggios, in which artificial discords are introduced. 
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Every note of a chord of natural harmony which falls a degree, may be protracted, 
which rule sometimes equally applies to a note that rises a degree, and forms an artificial 
discord ; (even two or more notes may also be prolonged — see the following examples.) 
The Pupil will make a rule of ascertaining, that the artificial discord, agreeably to what 
was observed at the beginning of this work, comprises, in some two of its parts, the 
interval of a second or of a seventh ; those being the only discords in music. 

The following is an example of such artificial discords as are most useful for the 
Preludist to be acquainted with. Over them are the natural harmonies from which they 
are created ; and beneath they are given in arpeggios, to render them more effective on 
the harp. 
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Example of Natural Harmonies, 

To which the Pupil will supply artificial discords (in those places which are marked with 
crosses) and arpeggios, as in the above example. The Master will scrutinize the Pupil's 
labour, being guided by No. 51 of the Explanatory Appendage. 
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CONCLUSION. 



The author cannot better conclude this httle didactic work, than, after having given the 
Preludist as much scientific information as the plan of the undertaking would admit, to 
turn to a subject less dry, by enlightening his mind as regards the display of his genius ; 
and to lead him into the more pleasing paths of taste and imagination, by giving him 
some ideas of the way in which he may prelude with the best effect, and use to advan- 
tage all the materials that have been placed at his disposal. 

There are, it may be said, three kinds of Preludes : one chiefly confined to the harmonies 
found in the diatonic scale of the key in which any piece is to be performed ; one which 
passes through various modulations, ending, as a thing of course, in the key of the com- 
position ; and also one that, from the key of the last movement or piece that has been 
played, serves to pass to that of the next. (Neither kind observing any regular time or 
measure). The first of these, as is obvious, is the easiest of attainment. It was for that 
reason, that the author, at the beginning of the work, made a point of acquainting the 
Pupil with that kind of Prelude (see Lessons 7th and 8th) which, with the use of some 
transient notes (well managed) and artificial discords, may be rendered effective. It is to 
be remembered, that, being rather confined, these Preludes must never be too long ; and 
should be finished with some showy arpeggio passages (see page 17). The second 
kind are of a more elevated cast ; and beside the knowledge of all the rules that have 
been delivered in this book, require a free command of the instrument, including all the 
niceties of a striking style of execution; as " harmonic sounds, sons etouffes," &c. &c., 
as well as a just conception of music in general. A Prelude of this kind should begin in 
the key in which the harp has just been tuned, or in any other to which the Preludist 
may be partial, however foreign it may happen to be from that in which is the piece he 
proposes to play. At first, the harmony should move rather slowly, without being too 
much modulated ; and afterwards the passage will gradually become more quick and 
brilliant, while the modulations assume a more scientific character. In the midst of a 
rapid flow of ideas, it will be judicious to throw in some favourite phrase of melody, taken 
from the piece the Pupil is about to perform, as a sort of announcement. Having 
fancifully sported with this strain, he will begin to wind towards the perfect close, which 
may consist of animated chords and sweeping passages. The third and last kind of 
Preludes requires more of the recollection of the rules of modulation than of the exercise 
of the fancy, and should not be longer than the necessary modulations demand. The 
author has attempted, in the annexed examples, to illustrate the precepts here given in 
the three kinds of Preludes, which the practitioner will receive as a general guide. 
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Prelude of the Second Kind, 

Supposed to be played before the Author's favourite Fantasia, on ^' Sul Margine ;" the Harp 
being in its natural key, Cb. CThe Fantasia is in the key of AJ^ major, three sharps.) 
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(Fix -D^) 
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